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Abstract 
Ophelia is a paradox. She is marginalized, victimized, and even brutally mocked in Hamlet, yet she is one of the most 
quoted female figures of Shakespeare. Her victimization and above all, her poignantly symbolic and yet picturesquely 
framed suicidal death have given rise to certain movements and trends in art. Her corpse has been eroticized, with her 
pictures demonstrating a transcendental sensuality. Ophelia has been transformed in revisioning literature; yet the 
revisionings of Ophelia cannot be construed as mere responses to the text of Hamlet which creates a tendentious ambience 
for her characterization; the play provides meagre insight into her psyche and represents her not only as a meek but as an 
unsavoury character. This paper argues that these revisionings of Hamlet constitute a response to the image of Ophelia as 
femme fragile that has taken form throughout the centuries. The present article explores the voice, mind, and agency of 
Ophelia as depicted in three 21st century novels which have transformed Hamlet. Attempts are also made to demonstrate 
that modern revisionings of Ophelia are not an exclusive reaction to the text of Shakespeare which was written more than 
four hundred years ago; the transformations of Ophelia have to be construed as responses to a range of historical and 
artistic accounts of Ophelia.     
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1. Introduction 
6KDNHVSHDUH¶V2SKHOLDLVQRWRQO\IUDJLOHEXWVKHLVRIWHQFRQFHLYHGRIDVWKHPLUURURIPDGQHVVRomanska 
(2005) mentions that Hamlet¶V2SKHOLDLVWUDGLWLRQDOO\UHJDUGHGDV femme fragile, representing the frustration of 
women in the past history; simultaneously, Ophelia has been lauded, at least, since the Romantic period, as a cult 
figure which has engendered momentum for the development of male necro-aesthetics as illustrated in numerous 
SDLQWLQJV RI KHU FRUSVH ZLWK DFFHVVLEOH VHQVXDOLW\ 7KH HURWLFL]DWLRQ RI2SKHOLD¶V FRUSVH LV WKH WUDQVFHQGHQWDO
continuum of her sexuality that has gained an independent existence outside the Shakespearean text. In general, 
sexuality, whether carnal or transcendental, has been associated with Ophelia. Showalter (1985) deplores that she 
cannot be severed from the discourse on her FDUQDOLW\ WKLV KDV OHG WR MDXQGLFHG UHDGLQJVRI2SKHOLD¶V DFtions 
throughout Hamlet to the extent that even her presenting flowers, during her derangement (Act 4, Scene 5), to his 
brother, Gertrude, and the King, has been interpreted as a self-deflowering incident.  
The text of Hamlet, which was most probably complHWHG DURXQG  XQGHUVFRUHV 2SKHOLD¶V HPRWLRQDO
IUDLOW\ DQG KHU VXEPLVVLYH SHUVRQDOLW\ 6KH LV RUGHUHG E\ KHU EURWKHU DQG IDWKHU WR VKXQ +DPOHW¶V DPRURXV
overtures for they are thought to be the eruption of unrestrained youthful emotions (1.3.5-9; 1.3.105-20) and 
EHFDXVH+DPOHW¶VGHFLVLRQVDV WKHSULQFHRI'HQPDUNDUH LQIOXHQFHGE\ WKHERG\SROLWLFs to which Hamlet is 
accountable (1.3.17-24; 1.3.125), yet it has also been argued that the reason of her abstaining from love is 
apparently the corollary of the contemporaneous masculine mindset. For instance, Traub (1992) reflects that 
SDWULDUFKDO PHQWDOLW\ LQ 6KDNHVSHDUHDQ HUD ZDV KHHGIXO RI ZRPHQ¶V HURWLF SRZHU 6XFK DQ DWWLWXGH WRZDUG
female sensuality manifests itself in the reification of women as statues, corpses, and gems. In other words, 
women were allowed no other choice but to appear as objects of love to meet their tragic deaths. The 
apprehension arising from feminine sexuality is expressed in tales of cuckoldry, adultery and incest in many of 
ShaNHVSHDUHDQSOD\VDVZHOODV LQ WKHZRUNVRIKLVFRQWHPSRUDULHV:LWKLQ WKHFRQWH[WRI6KDNHVSHDUH¶VHUDD
woman devoid of her virginity cannot exist, for it is chastity that constitutes all her existence.  
This article intends to explore, however briefly, WKH WUDQVSRVLWLRQ RI 2SKHOLD LQ WKUHH QRYHOV /LVD .OHLQ¶V
(2006) Ophelia0DWW +DLJ¶V  The Dead Fathers Club DQG*UDKDP+ROGHUQHVV¶  The Prince of 
Denmark. Each of these novels is situated in a different milieu. Ophelia is set in late 16th and early 17th century 
European ambience with incidents and characters added to the original play. The Dead Fathers Club is set in 21st 
century England; the novel draws largely on the original plot of Hamlet, yet it is a medley of humorous and, at 
times, poignant recasting of the story of Hamlet. The Prince of Denmark is set in the eleventh century Denmark 
with a medieval ambience, though there are anachronistic incidents which belong to the sixteen century 
Reformation period in Europe. The three revisionings of Hamlet in this article take different trajectories and 
respond to the original play differently; however, attempts are made to focus on certain features which 
characteristically distinguish the figure of Ophelia in the three novels. In this article, all references to Hamlet are 
based on Jenkins (1982).   
 
2. Ophelia revised  
 
2.1 Agency and voice 
  
+DPOHW¶V FRQVFLHQFH DQGPLQG KDYH WUDGLWLRQDOO\ EHHQ RI SULPH LPSRUWDQFH LQ 6KDNHVSHDUH¶V FULWLFLVP IRU KH
expresses a broad range of ideas on salient aspects of a PDQ¶V OLIHHamlet itself, according to Kinney (2002), 
presents a spectrum of thoughts in late Tudor kingdom; Hamlet and Horatio both attended the University of 
Wittenberg which was, during the Tudor age  (1485-1603), the hub of theological and philosophical 
rationalizing; it was the place where Martin Luther taught his reforming beliefs. During the same period 
0RQWDLJQH¶VSKLORVRSK\ZDVSUHYDOHQWDQGFRQVWUXHGDVOHDUQLQJWRGLHWKLVKDVEHHQPHQWLRQHGDVWKHUHDVRQRI
+DPOHW¶VUHIOHFWLRQVRQGHDWK'HVSLWHWKHEXONRIOLWHUDWXUHRQ+DPOHW¶VTXDOPVDQGFRQYLFWLRQVWKHTXHVWLRQRI
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2SKHOLD¶VLQWHOOHFWKDVQRWEHHQDQLVVXHLQWUDGLWLRQDOFULWLFLVPRIHamlet. Conversely, it seems this question is 
prioritized in the revisionings of this female character. That Hamlet adores Ophelia and that during her burial 
FHUHPRQ\KHRSHQO\GHFODUHV ³, ORY¶G2SKHOLD)RUW\ WKRXVDQGEURWKHUV &RXOGQRWZLWKDOO WKHLUTXDQWLW\RI
ORYH0DNHXSP\VXP´-6) is a crux, at least, for certain critics. Klein (2006), as a revisionist author, 
challenges Shakespeare, and a much more established critical, and even feminist, literature which is ineluctably 
male-oriented in its perspectives of Ophelia, for the text of Hamlet, according to Showalter (1985), does not 
proYLGHDQ\QRWHZRUWK\LQVLJKWVLQWR2SKHOLD¶VPLQG 
7KHPRGHUQ2SKHOLDH[SUHVVHVDUDQJHRIWKRXJKWVRQDYDULHW\RILVVXHVIRULQVWDQFH.OHLQ¶V2SKHOLD
has no tolerance for books on Christian morals. She has to read such books as a part of her education at the court 
of Elsinore; however, she describes, with a caustic tone, the attitude of these books who encourage women to 
UHPDLQ³VLOHQWFKDVWHDQGREHGLHQW´S,QGHILDQFHRIDOOWKHWHDFKLQJVRIPRUDOERRNVVKHHDUQHVWO\UHDGV
those books ZKLFKDUHFRQVLGHUHG³GDQJHURXV´DQGHYHQ³FRQGHPQHG´E\³DOOPRUDOLVWV´SVKHZLVKHVWR
WUDYHOWR,WDO\³ZKHUHWKHPHQDUHWDXJKWWRRYHUFRPHYLUJLQVDQGWKHZRPHQNQRZPDQ\IUHHGRPV´S,Q
The Dead Fathers Club, Leah, a twelve-year old girl who represents the figure of Ophelia, discloses her sexual 
awareness as well as adeptness to the eleven-year old Philip who is entrapped in a Hamletian world with the 
ghost of his father incessantly urging him to revenge his murder. As Philip, after being plagued by the ghost of 
his father, has revealed certain symptoms of a schizophrenic, his mother as well as Mr. Fairview (whose role in 
WKHQRYHOLVFRPSDUDEOHWRWKDWRI3RORQLXVSURYLGHDJDWKHULQJLQZKLFK3KLOLSFDQPHHW/HDK0U)DLUYLHZ¶V
daughter. She, though senior to Philip by one year, is, in certain respects, far beyond Philip in intellect, social 
H[SHULHQFHXQGHUVWDQGLQJDQGGHWHUPLQDWLRQ6KHUHJDUGV3KLOLSDV³IXQQ\´+DLJSDQGWHDFKHVKLP
how to kiss; the experience of being NLVVHGZKLFKDWILUVWVHHPVWR3KLOLSD³ZHLUG´H[SHULHQFHSVKDUSHQV
his sense of curiosity, and he wonders if kissing the other girls he knows would be as pleasurable.  
In The Prince of Denmark, which is mainly a sequel to Hamlet, Ofelia blankly WHOOV+DPOHW³<RXU ORUGVKLS
NQRZVKLPVHOI WREHP\SULQFH«<HWP\RZQYLUWXHDVDPDLGDQG WKHGLJQLW\RIP\IDPLO\ ,SUL]H LQJRRG
HDUQHVWDVKLJKO\DVP\OR\DOW\WRP\VRYHUHLJQ´+ROGHUQHVVSNot only is she bluntly declaring that 
she will not yield her virginity to the prince as an authority or as the would-be sovereign of Denmark, it is finally 
Ofelia herself ZKRRXWRIKHURZQYROLWLRQVXJJHVWVFRLWXVGHFODULQJWKDWVKH³ZRXOGIDLQGLHUDWKHUWKDQOLYHD
PDLG´S'HWHUPLQDWLRQLQ.OHLQ¶V2SKHOLDLVPXOWLIDFHWHGIRUVKHEROGO\GHFODUHVWKDWVKHZDQWVWR
EHLQGHSHQGHQW³,«ZDQWHGWREHWKHDXWKRURIP\WDOHQRWPHUHO\DSOD\HULQ+DPOHW¶VGUDPDRUDSDZQLQ
&ODXGLXV¶VGHDGO\ JDPH´ S 7KH WZHOYH-year old Leah daringly smokes cigarettes, and, with a sarcastic 
WRQHFKDOOHQJHVDXWKRULW\³:KRVD\V>ZHFDQ¶WVPRNH@"*RG"´+DLJS7KH WKUHHUHYLVLRQLQJVRI
Hamlet characterize, though in differing extents, a new Ophelia who acts as a result of her own will and agency 
and not as a consequence of being forced by the rulings of a patriarchal or even divine figure.  
 
2.2 Mobility and education 
 
6KDNHVSHDUH¶V 2SKHOLD LV D VWDWLF FKDUDFWHU \HW KHU FKDUDFWHUL]DWLRQ LV QRW WKH UHVXOW RI 6KDNHVSHDUH¶V
individual PLQG7UDXEREVHUYHVWKDWDVWKHJUDWLILFDWLRQRIPDOHGLVFKDUJHQHFHVVLWDWHVZRPHQ¶VVWLOOQHVV
and as sexual intercourse symbolizes²though mythically²the unification of the sexes, chastity, in 
Shakespearean drama, is more associated with stillness and closedness whereas mobility, agility, and openness 
are ascribed to lasciviousness. In Hamlet/DHUWHVFDXWLRQV2SKHOLDDJDLQVW+DPOHW¶VGHPRQVWUDWLRQVRIDIIHFWLRQ
SHUVXDGLQJKHUVLVWHUQRWWR³ORVH\RXUKHDUWRU\RXUFKDVWHWUHDVXUHRSHQ7RKLVXQPDVWHU¶GLPSRUWXQLW\)HDU
LW 2SKHOLD IHDU LW P\ GHDU VLVWHU´ -3). Death by drowning, too, as Showalter (1985) observes, is a 
consequence of feminine fluidity versus masculine aridity; just as shedding tears is a violation of masculine codes 
of conduct, to be lachrymose and to die by drowning is feminine. This is the reason for the numerous instances of 
ZRPHQ LQ OLWHUDWXUHZKR WHUPLQDWH WKHLU OLYHVE\GURZQLQJ2Q WKH ILUVWSDJHVRI QDUUDWLQJKHU VWRU\.OHLQ¶V
(2006) Ophelia, as the narrator of her own life, presents certain descriptive images which make her readers 
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believe her mobility and anti-fluidity attributes, recalling that when she was young, she used to swim with her 
EURWKHU/DHUWHV³LQ(OVLQRU¶V ULYHU´SVKH WKRXJK\RXQJHUWKan her brother, at times seems to be endowed 
with masculine spirit, for she is able to be as adventurous as the boys and occupy herself with activities, such as 
capturing salamanders and frogs which ordinary girls may eschew out of mere fright (p. 8).  
HolGHUQHVVWRRSRUWUD\VWKRXJKLQSDVVLQJWKHWLPHZKHQ2IHOLDUHVHPEOHG³DWRPER\«ZKRIRXJKW
ZLWKKHUEURWKHU´S+RZHYHU+ROGHUQHVV¶FKDUDFWHUL]DWLRQRI2IHOLDGLIIHUVIURPWKDWRI.OHLQ¶VIRU
2IHOLD¶V SHULRG RI ER\LVK YLYDFLW\ LV IROORZHG E\ D SHULRG RI ³VHTXHVWUDWLRQ´ +ROGHUQHVV  S  IURP
public presence when the girls attain the qualifications of a would-be lady; the third stage, in the parlance of the 
male bachelors, is the period when Ofelia, like any other girl of the same status, is displayed as qualified flesh in 
WKH ³PHDW-PDUNHW´ S  ZKHUH JLUOV DUH ³GHFODUHG IXOO PHPEHUV RI VRFLHW\ IDLU JDPH IRU WKH PDWULPRQLDO
aspirations or predatory lusts of men on the look-RXWIRUZLYHVFRQFXELQHVRUPLVWUHVVHV´S Entering the 
ZRUOGRIPHQ LQ+ROGHUQHVV¶YLHZ LVD VHOI-GHIORZHULQJ ULWH LQZKLFKJLUOV UHVHPEOH ³ODPEV WR WKH VODXJKWHU
VDFULILFHG YLFWLPV RI VRPH JHQHUDO LPPRODWLRQ´ S  IHPDOH GHEXWDQW LV LQ LWV HYHQWXDOLW\ WKH VDFULILFLDO
surrender of virginity. The contrast between Klein (2006) and Holderness (2002) is that whereas the former 
regards education for girls as liberating, the latter regards it as embellishment²mere adornment²for being more 
sexually promising as a bedmate. However, Ofelia, even iQ+ROGHUQHVV¶QRYHOLVPDUNHGZLWK³ZLOOIXOQHVVDQG
VWXEERUQQHVV´SRIGLVSRVLWLRQDVDUHVXOWRIKHUHGXFDWLRQ 
Mobility has more manifestations in the boisterous character of Leah as Ophelia in The Dead Fathers Club. 
Leah rejoices in juvenile delinquency and motivates her boyfriend Philip to practice some shoplifting. To prove 
her deftness in pilfering, she first enters a shop and steals Peppermint Foot Scrub and then, as she leaves the 
shop, drops it in the garbage can (Haig, 2006, p. 132). As DSDUWRIVKRSOLIWLQJHGXFDWLRQVKHWHDFKHV3KLOLS³LI
\RXQDEVRPHWKLQJ\RXYH>VLF@JRWWRDFWOLNH\RXGRQW>VLF@PLQGSHRSOHORRNLQJEHFDXVHWKHQWKH\ZRQWORRN´
S/HDK¶VDJLOLW\DQGGDXQWOHVVQHVVPDNHKHUDSSHDUPRUHLQWULJXLQJ$V/HDKDQG3Kilip leave the shop 
where they have stolen a number of small items, they are chased by a security guard. However, they manage to 
HVFDSHDQGKLGH7KLV LV WKHPRPHQWZKHQ WKH\RXQJ3KLOLS IHHOV WKHJUHDWHVWDIIHFWLRQ IRU/HDK ³, ORRNHGDW
Leahs [sic] eyes DQGKHUKDLU DOO SUHWW\ IRUPH DQG , ORYHGKHU´ S 3KLOLS¶V IDOOLQJ LQ ORYHZLWK/HDK LV
JURXQGHGRQWKHIDFWWKDWKHIHHOVOLEHUDWHGIURPWKHLQWUXVLYHJKRVWRIKLVIDWKHU³,ORYHGKHUEHFDXVHLWZDVWKH
first time I hadnt [sic] thought of Dad since he was a ghost like she had gone in my head and shoplifted the sad 
WKLQJVZLWKRXWPHORRNLQJ´SS-:KDWFDQEHREVHUYHGLQWKHWUDQVIRUPDWLRQRI6KDNHVSHDUH¶V2SKHOLDLV
not only her mobility of body, but also her being endowed with the agility of mind and spirit as a result of her 
education, experience, and adventurousness not only in facing but also in creating new challenges in life.  
 
2.3 Scepticism and nonconformity 
 
Besides her fragility and sexuality, perhaps obedience is a characteristic trait of Shakespeare¶s Ophelia; 
conversely, the modern Ophelia emerges as a rebel against a range of norms. The new characterization of 
Ophelia, as a thinking figure, appears to be a function of the modern efforts for the liberation of women, though 
Klein (2006) claims that she has created the ambience of the Renaissance Europe. Ophelia, in certain respects, 
HSLWRPL]HVWKHVNHSWLFLVPRIKHUPRGHUQFUHDWRU¶VSHULRGIRUHYHU\DXWKRULVVLWXDWHGZLWKLQDQGWKXVDIIHFWHG
by, his own milieu. For instance, in H[SODLQLQJ6KDNHVSHDUH¶VJUHDWQHVV%DNKWLQFLWHGLQ%ULVWROUHPDUNV
WKDWKH³ZDVDZULWHUZKRZDVYLWDOO\LQWRXFKZLWKWKHULFKHVWSRVVLEOHVRXUFHVIURPDZLGHUDQJHRISDVWFXOWXUDO
IRUPDWLRQV´S%ORRPDOVRUHJDUGV+DPOHWDVD³5HQaissance wit and sceptic, reader of Montaigne 
DQG /RQGRQ SOD\JRHU´ S  7KHVH UHPDUNV VWUHVV WKDW 6KDNHVSHDUH LV LQIOXHQFHG E\ KLV VRFLR-historical 
FRQWH[W WKRXJK DFFRUGLQJ WR 2¶5RXUNH  RQHPXVW QRW FRQFOXGH WKDW FRQWH[W LV D KRPRJHQHRXV PRXOG 
which gives shape to an author or his work. Shakespeare as a playwright had to be conscious of the taste and the 
favorable or adverse responses of his spectators.  
.OHLQ¶VFKDUDFWHUL]DWLRQRI2SKHOLDVHHPVWRHFKRWKHFRQWHPSRUDU\IHPLQLVWVHQVLELOity. Throughout 
WKHQRYHO2SKHOLDUHYHDOVKHUNQRZOHGJHRIWKH6FULSWXUHVDVNLQJ+DPOHW³'RHVLWQRWVD\LQWKH%LEOHWKDWWKHUHLV
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SURYLGHQFH HYHQ LQ WKH IDOO RI D VSDUURZ"´ S 2SKHOLD¶V ELEOLFDO DZDUHQHVVPDQLIHVWV WKDW.OHLQ LV JLYLQJ D
theologiFDO FRQVFLRXVQHVV WR 2SKHOLD DV D EHOLHYHU IRU WKH VDPH QRWLRQ LV SRVLWHG E\ +DPOHW ³7KHUH LV VSHFLDO
SURYLGHQFHLQWKHIDOORIDVSDUURZ´EXWDFFRUGLQJWR-RVHSK+DPOHWEHOLHYHVLQSURYLGHQFHDQG
yields to the fate which is determined for him. When Horatio wants to dissuade him from the dueling match with 
/DHUWHV+DPOHWUHJDUGVLWDVKLVGHVWLQ\ZKRVHSRVWSRQHPHQWPD\QRWFKDQJHLWVFRXUVHDQGRFFXUUHQFH³7KHUHLV
VSHFLDOSURYLGHQFHLQWKHIDOORIDVSDUURZ,ILWEHQRZµWLVQRW to / come; if it be not to come, it will be now; if it 
EH QRW  QRZ \HW LW ZLOO FRPH 7KH UHDGLQHVV LV DOO´ -8). The paradoxical point is that Ophelia does not 
believe, for the most part, in any religious system; she sometimes seems even more skeptic than Hamlet or Horatio, 
IRUVKHEOXQWO\GHFODUHV³,GRQRWEHOLHYHLQPLUDFOHV´S 
In The Dead Fathers Club, some degree of such skepticism can be observed in the character of Leah. She 
simply detests God, yet to declare that she is a skeptic or an apostate may not do justice to her characterization, 
for her hatred is intermingled with naïve sentimentality and can be regarded more the result of her youthful 
emotions in the face of inevitable hardships than the consequence of atheistic ratiocination. However, she 
H[SUHVVHV KHU RSLQLRQV ZLWKRXW GXELHW\ 6KH GHVSLVHV *RG DV VKH WKLQNV KH ZDV LQGLIIHUHQW WR KHU PRWKHU¶V
VXIIHULQJIURPFDQFHU/HDK¶VEHOLHILVWKDW*RGGHOLJKWVLQPDQ¶VDQJXLVK,Q/HDK¶VYLHZPLVHULHVDUHLQIOLFWHG
by God to entreQFKPDQ¶VIDLWK³,KDWH*RG«*RGMXVWORRNVGRZQDWSHRSOHDVNLQJKLPIRUKHOSDQGKHGRHVQW
[sic] do anything because he knows if they are hurt theyll [sic] want to believe in him more and you wouldnt [sic] 
like a person like that so why like him just beFDXVHKHV>VLF@*RG"´+DLJS/HDK¶VDEKRUUHQFHRI
*RGLVWKHUHVXOWRIKHUILQGLQJFRQWUDGLFWLRQVLQ*RG¶VFRPPDQGPHQWV³KHVD\V\RXFDQWGRWKLQJVOLNH\RXFDQW
[sic] steal. But he steals. He steals people. He stole Dad and he let Mum die and he saw her in pain and he saw 
KHUSUD\LQJDQGKHGLGQW>VLF@GRDQ\WKLQJ´31RWRQO\LVWKHGHDWh of her mother construed as divine theft, 
EXW KHU IDWKHU¶V SV\FKRORJLFDO FKDQJH DIWHU KLV ZLIH¶V GHDWK DQG KLV LQFOLQDWLRQ WRZDUG DPRURVH OLIH DUH Dlso 
FRQVLGHUHGDVGLYLQHXQMXVWQHVV ,Q/HDK¶VYLHZ WRGUHDPRIIHOLFLW\ LQ WKHKHUHDIWHU LV a self-delusion, for her 
IDWKHU RQO\ ³ZDQWV WR WKLQN0XPV LQ +HDYHQ´ S  $ QHZ GLPHQVLRQ ZKLFK DPRQJ RWKHUV HQULFKHV WKH
characterization of Ophelia in modern revisionings of Hamlet is her skepticism towards, and, her defiance of, the 
dominant patriarchal or religious beliefs.    
3. Conclusion 
The new characterization of Ophelia can be interpreted not only as a reaction to Hamlet but also as a response to 
certain portions of critical²not necessarily Shakespearean or patriarchal²readings of Ophelia which have 
glorified her corpse and victimization rather than portraying the enrichment of her mind through artistic creation. 
The three characters representing Ophelia in Ophelia, The Dead Fathers Club and The Prince of Denmark, 
display certain limits of determination, agency, and nonconformity though the extent of each of these attributes is 
not unrestrained, and despite the fact she is a minor character in the novels by Holderness (2002) and Haig 
(2006).OHLQ¶V 2SKHOLD ODUJHO\ UHSUHVHQWV WKH VHQVLELOLWLHVRIZRPHQ LQRXUworld today, though Klein 
herself claims that she has created the social ambience of the 16th FHQWXU\ IRU WKH GHYHORSPHQW RI 2SKHOLD¶V
character. That Haig (2006) has feminist intentions is a matter of conjecture, yet he, too, has given a rather 
vivacious spirit to the modern representation of Ophelia. Holderness (2002), who substantially draws on certain 
themes in Hamlet for his characterization of Ofelia and surrounds her with an ambience of lewdness and 
GHFDGHQFHVWLOOIXUQLVKHV2IHOLD¶VFKDUDFWHUZLWKDOLPLWHGGHJUHHRIDJHQF\DQGDJLOLW\RIPLQGDQGVSLULWZKLFK
distinguish her from her Shakespearean prototype.  
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